Abstract: Photographers are often inspired by politics but can they influence it?
In September 2015, Nilüfer Demir photographed the body of Alan Kurdi, a three-year old boy who drowned off the coast of Turkey as his family fled the war in Syria.
Within 12 hours, a selection of Demir's images had been viewed more than 20 million times on Twitter (Vis and Goriunova 2015) , piling pressure on politicians to act (Tharoor 2015) . After seeing the photos French President François Hollande phoned his Turkish counterpart Recep Erdoğan to broker a European response to the refugee crisis. 1 The following day, UK Prime Minister David Cameron announced plans to resettle 20,000 of the most vulnerable refugees from Syria by 2020, having previously promised to take only 'several hundred' (Home Office 2017: 4) . 2 In Canada, Prime
Minister Stephen Harper's tearful but defensive reaction to Demir's photographs may have helped to propel Justin Trudeau to power weeks later (Pammett and Dornan 2016) . Such reactions hint at the political power of photographers and yet they invite the question of why this image by this photographer at this time resonated as much as it did.
The political impact of photography depends on how images and those who take them interact with the political process. As David D. Perlmutter (1998) argues, we often assume, without supporting evidence, that photographs affect politicians and the public in the same way that they have affected us. This can be seen in overblown claims that Nik Ut's iconic image of a young girl fleeing a napalm strike altered the course of the Vietnam War (Wollacott 2001) . 3 Historians of photography swing from optimism to pessimism over the idea of photography as a force for positive political change. Susan Sontag (2004: 12) is at her ambivalent best when she writes:
'Photographs of an atrocity may give rise to opposing responses. A call for peace. A cry for revenge.' 'Photographs may be…instruments of the imagination, tools for morals', replies Alex Danchev (2009: 39) . In spite of their differing views, both authors see the photographer as operating at one remove from politics. Their appraisal of Don McCullin's work is remarkably similar in this respect, with Sontag (2015: 28) describing the war photographer as an 'impassioned witness, bringing back his news from hell ' and Danchev (2009: 36) Carter's (2015) depiction of photographs as rhetorical devices, which through their depiction of social class and spaces, can expose contradictions in the capitalist system. Politics, from this viewpoint, is as an amorphous realm that the photographer can observe but not enter.
Where are the people who do politics in these accounts? Where are the institutions in which they operate? Can photographers gain access to these institutions and influence those who control the levers of power? How, if at all, can photographers bring attention to issues that politicians would not otherwise address? Political science is well placed to address such questions but comparatively few scholars in this field have taken an interest in photographs and those who take them. Danchev's wideranging discussions of art and politics (see also Danchev and Lisle 2009 ) is one of few exceptions. Campbell (2003) also uses war photography to show how the political power of images depends on inter-textual context and the committed politics of the photographer. Bleiker and Kay (2007) argue that a humanist approach to photography can raise awareness of, but also blunt responses to, societal challenges using the portrayal of HIV/AIDS in Africa as a case study. J. suggests that documentary photography can direct attention away from the suffering of individuals to the populations or 'aggregates' that they represent. And yet, Hutchison, Bleiker, and Campbell (2014) warn that the depiction of migrants in groups lends itself to the framing of migration as a security challenge rather than a humanitarian one. Insightful though these studies are, they invite further reflections on the institutions through which politics play out and the role that photographers potentially play within this process.
The focus of this investigation is on documentary photography, which, broadly speaking, deploys visual documents of events, places, objects and persons to demonstrate the need for social change (Schulz 2006) . Other genres of photography, including photojournalism and war photography, are set to one side for simplicity's sake, even though the boundaries between them and documentary photography are often blurred (Becker 1995 Rather than offering a single theoretical take, this article draws on different theoretical perspectives to conceptualise three ways in which photographers enter the political process. This categorization does not exhaust the political roles that photographers potentially play and nor is it applied to anything more than a sample of documentary photography but it allows us to identify in a more systematic and generalizable way the channels through which photographers seek to influence politics and the contradictions and constraints they encounter as a result. The first perspective sees the photographer as a bureaucrat who can play a powerful role in articulating the aims and effects of public administrations. In this role, the photographer faces frustrations, compromise and competition, all of which sit uneasily with the sense of autonomy that is so important to documentary photography. Goldman (1974: 30) called, 'the gap between intention and effect'. The political impact of a photograph may be quite different than the photographer intended and such impacts vary between individuals and groups over space and time. 4 The rapid reaction to Nilüfer Demir's photo of Alan Kurdi exemplifies the power of viral images in the age of social media.
5 And yet, Demir had been photographing border crossings in this region for more than a decade before this image broke through (Griggs 2015) . Third, some forms of political photography are not captured in this article, as in the role of citizen and non-citizen photographers (Azoulay 2008) . In this sense, the theoretical perspectives considered are a starting point for thinking more systematically about the relationship between politics and photography. No photographs are re-produced in this article. This is consistent with J.
Johnson (2011), who in turn cites the textual tradition of photographic analysis favoured by Sontag (2004) . Links to photographs are nonetheless provided, where possible.
Photographers as Bureaucrats
Andrew Parsons, a British photographer, came to public prominence in 2006 when he photographed David Cameron driving a dog-sled over a melting glacier to highlight the politician's concerns over global warming (Wintour 2006 The Historical Section has been criticised for being self-serving and partisan (Carlebach 1988 ) but such charges merely underline photographers' power to document the aims and effects of public administrations. Public reaction to the Historical Section's photo exhibitions was mixed, exemplifying the gap between the intention of the photographers and the impact of their work. Some politicians, rather than being spurred to action, moved to supress photographs of their districts (Curtis, 1989) . And yet, there is little doubt that the photographs reached a broader public than purely textual reports or press releases could have done. The Historical Section distributed nearly 1,000 images per month to publishers such as Survey Graphic and Life, which were sympathetic to the aims of the Roosevelt Administration, as well as providing more than 5,000 prints for government publications. Beadle's (2006: 76) claim that today's welfare policies in the United States trace their origins to such images is overblown but the Historical Section's photographers certainly played a part in sustaining one of Roosevelt's most controversial policies. (Hurley 1972: 88) .
Bureaucrats are subject to institutional constraints designed to prevent drift (McCubbins, Noll and Weingast 1987) . While such constraints can keep officials in check they stifle creativity and for the individuals concerned they can become, what Bruce Adams describes as, one of the great 'frustrations of public service' (Adams 1984) . The photographers of the Historical Section faced no shortage of constraints and their fair share of frustrations. Stryker provided his photographers with detailed briefings on the economic, social and political conditions they were likely to encounter in the field and even shooting scripts (Hurley 1972: 56) . Those who did not meet the standards expected were reprimanded by Stryker and in some cases transferred from the Historical Section, as in the case of Theodor Jung (Hurley 1972: 78 (Miller 2011) .
Today, international public administrations provide the most nourishing bureaucratic environment for documentary photographers, perhaps, because international organizations face a significant 'knowledge gap' (Dellmuth 2016) . A case in point is the Office of the United Nations High Commissioner for Refugees (UNHCR), which is a prolific commissioner and producer of images of migrants.
Since its foundation in 1950, the UNHCR has used images of refugees to draw attention to the plight of displaced people, albeit in ways that sometimes undermine its bureaucratic imperatives. 'By the end of the 1970s', Heather L. 1026) notes, 'the image of the refugee had begun to shift from the political individual fleeing the Soviet bloc to masses from the global South', with the latter adding to the sense that Europe was being overwhelmed by migration. A more recent project, UNHCR Tracks, challenges this tendency by providing images and long-form reports of people fleeing war or persecution. 14 UNHCR's Refugees Media is more traditional in this respect but it provides a useful way to counteract the polarising portrayal of migrants in the media. Images from this archive are made available to journalists free of charge sometimes within minutes of their being filed in the field (Laurent 2015) .
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Media outlets that want such images are bound to use them accurately and on stories related to UNHCR-supported projects, thus allowing a modicum of bureaucratic oversight over the photographic representation of migrants. Documentary photographers who engage with the UNHCR in this way receive not only assignments that are lengthy by today's limited standards (Laurent 2015) but also significant creative leeway. They 'gave me the greatest brief a photographer can be given:
'Follow your heart'', said Giles Duley of his work with the UNHCR on the European refugee crisis, a collaboration that produced I Can Only Tell You What My Eyes See (Duley 2017) , a collection of photographs that stands out for their individual and family portraits of refugees (Wadi 2017) .
Photographers as Advocates
Although the idea of photographer as advocate recalls Cornell Capa's concept of the concerned photographer, Capa's vision was essentially a personal rather than a political one. He had in mind photographs 'in which genuine human feeling predominates over commercial cynicism or disinterested formalism' (Capa and Edelson 1972) . The photographer as advocate looks to the wider role played by documentary photographers in advocacy networks, which bring together individuals from trade unions, churches, governments and international organizations among other groups to pursue political aims that they cannot achieve alone. What distinguishes advocacy networks from economic or expert networks, Margaret E.
Keck and Kathryn Sikkink (1998:1) suggest, is the 'centrality of principled ideas and values in motivating their formation'. This emphasis on ideas over interests also distinguishes advocacy networks from bureaucratic networks, with the latter treating participants in the policy process as being driven by individual or institutional selfinterest (Keck and Sikkink 1998: 9 Successful advocacy depends not only on information politics, Keck and Sikkink (1998: 16) contend, but also on the politics of symbolism and leverage. Hine was scrupulous about the accuracy of his photographs, arguing against the retouching and faking of images, but he accepted concerns over the photographer's capacity to convey the truth. 'Photographs may not lie', he contended, but 'liars may photograph' (Hine 1909 ). Hine's response to such concerns was two-fold and not entirely consistent. As a social scientist, he argued that 'several hundred photos…backed with records of observations, conversations, names and addresses' made it impossible to deny the existence of child labour (Hine 1909: 357) . As an artist, he looked beyond photography's claims to truth to its deeper symbolism when he wrote: 'Whether it be a painting or a photograph, the picture is a symbol that brings one immediately into close touch with reality…In fact, it is often more effective than the reality would have been, because, in the picture, the non-essential and conflicting interests have been eliminated' (Hine 1909: 357 21 The speed with which new and old media picked up on this photograph and hailed it as iconic speaks to the political potential of the photograph in the viral age.
Advocacy networks can be politically effective under certain conditions but are they ever legitimate? Scholars such as Keck and Sikkink take the legitimacy of such networks for granted but, as Alan Hudson notes, these groups face serious problems in justifying their right to advocate for particular causes on behalf of others (Hudson 2001 ). Such problems are acute in relation to political photography. Jacob Riis has been criticised for marginalising those people whom he purported to help by reinforcing the otherness of New York's slum dwellers (Twigg 1992) . Worse still, Aubert (2009: 10) suggests, is Riis's 'utter lack of concern for the privacy of the immigrant workers and families he claims to be interested in, and his unfortunate tendency to set tenement flats on fire with his flashlight'. Lewis Hine has, likewise, been criticised for his portrayal of child labourers as unnamed victims that serve as political and social archetypes rather than individuals in need of support (Dimock 1993: 41) . This approach to activism sees photographers as part of the communities that they represent and is perhaps best encapsulated by the title of Basel Alyazouri's (2016) essay Learning to Photograph While Running. Now international in its scope, Activestills' powerful photo diary of London's Grenfell Tower fire and the protests that followed illustrate the enduring ability of documentary photographers to raise awareness of, and advocate for, social issues (Ziv 2017) . Whereas Stryker and Tugwell's experiments with photography as research petered out (Hurley 1972: 27) it flourished with American Exodus. Economists and political scientists were not much impressed with Lange and Taylor's research method but it influenced a future generation of scholars to explore the link between the sociological and the visual (Becker 1974) . Today, visual sociology is a thriving field with its own journal, academic society and degree programmes dedicated to the visual study of society (Harper 2012 ).
How much Dorothea Lange's photography influenced politics is difficult to say.
For one thing, it is not easy to disentangle the impact of her work with Taylor from that of the epistemic community of progressive labour economists to which they belonged. Epistemic communities, moreover, do not always succeed because policymakers' openness to expertise varies over time and across issue area. Lange's work certainly got a hearing from policy-makers; she herself suggested that the research arising from the California State Emergency Relief Administration project served as inspiration for the establishing of the Resettlement Administration (Riess 1968 (Salgado et al. 1986) .
Workers: An Archaeology of the Industrial Age (1993) was a more explicitly economic project still (Salgado 1993 ). The book is structured like an economic report, each chapter focused on a different sector in a different country, including sugarcane in Brazil, titanium and magnesium in Kazakhstan and oil in Kuwait (Salgado 1993 ).
An extraordinary feat of documentary photography -it took Salgado six years to complete forty reportages in 25-countries -the book nonetheless lacks the economic rigour of American Exodus. But Workers can nonetheless be read as a work of comparative political economy in which Salgado seeks not only to document but also understand the impact of industrial change on workers across the world. Whilst Lange and Taylor combined images and textual analysis, the photographs in Workers come without captions; and yet Salgado's work is no less replete with visual hypotheses.
One such concerns the globalization of supply chains, a key issue in contemporary economic research which the book explores through its juxtaposition of ship building in Poland and France with ship breaking in Bangladesh to recycle precious metals (Salgado 1993: 72) .
Thinking about photographers as experts allows us to understand the channels through which some photographers seek to influence politics. It also exposes such photographers to debates about the politics of expertise. Critics of the epistemic communities approach question whether experts' claims to knowledge can be authoritative when they are driven by normative beliefs and policy aims. Is there not a danger, as Lawrence Susskind (1994) puts it, of turning experts into 'expert witnesses'? Such concerns are valid in relation to Salgado's (2015) he is open to criticism for his partnership on this project with Illy, a coffee producer that is committed to higher wages for coffee producers but opposed to fair trade certification (Datoo 2014 ). This was not the first occasion on which Salgado faced such charges. In 2011, an exhibition of his work on global environmental issues at the Natural History Museum in London was sponsored by a Brazilian mining company that has been criticised for its contempt for the environment and human rights (Haines 2013) . 'The problem is not the oil companies or mining companies, but the system of life we've created' replied Salgado (Haines 2013 Can photographers influence politics? Taken together, the three perspectives set out in this paper offer a qualified yes. This qualification depends, in part, on the ability of photographers to harness the power of bureaucracies, advocacy networks and epistemic communities to which they sometimes belong. It also depends on the extent to which photographers can manage the contradictions inherent in the political process, be it the unintended consequences of bureaucratic activities or concerns over the legitimacy of activists and the credibility of experts. Not all arenas, finally, are equally inviting to photographers at all times. Public administrations afford fewer opportunities' for documentary photographers these days, with the exception of international organizations like the United Nations. Dorothea Lange's vision of photography as a conventional research method did not come to pass, although the emergence of visual sociology as a subfield suggests that it might yet do (Harper 2012 ). The contradictions of political advocacy are not easily resolved but strategies are available to bring photographers closer to the people that they seek to represent.
None of this suggests that photographers will not find their work 'blown by the whims and loyalties of diverse communities', as Sontag (2004: 35) puts it, but it encourages political scientists to think of the diverse and sometimes influential roles that photographers can and do play in these communities.
